In the late 1960s, British popular music, evolution of its aesthetic and thematic traits had some peculiarities. Light guitar-based music was flavored by English folklore and exceptional British subjects, live performances demonstrated certain theatricality, imagery of rock bands was linked to British cases becoming a peculiar way of exhibiting their 'Englishness'. As a result of new British musicians' desire to determine their own sound, they tend to rework the past and actively include national history subjects in their music. The paper analyzes the mechanisms of treatment with the past in British popular music of the late 1960s on the example of the rock band, the Kinks. Focused largely on the musical style of American blues on their first albums, since 1967 year the Kinks turned to British musical tradition rediscovering mainly music hall. Despite the fact that other British Invasion leaders, the Beatles and the Rolling Stones, also borrowed the music hall imagery, the Kinks embraced not only the external music hall style, but deeply adopted music form and subjects. An appeal to the widely recognizable tradition of the British music hall was occurring on the wave of general re-actualization of national past in England. The paper describes, firstly, particular historical subjects that became popular among the British audience in the 1960s; secondly, the format of treatment with the past, which is conditionally characterized as a 'relevant history'. JEL Classification: Z
Introduction
The 1990s and early 2000s marked an increased interest in research of non-academic forms of knowledge about the past. Issues concerning the representations of the past have become a point of intense discussion in the social sciences and humanities 3 , especially in terms of identity politics, historical consciousness and collective memory. Along with the study of the official representations of the past in commemorations and public monuments, the packaging of history in museums and media, studies concerning the place of history in art hold a special place. Among the new objects of interest emerging from the study of the representations of the past, mass culture is an important one 4 . However, attention is increasingly paid to the visual arts, painting, cinema and television 5 par excellence, which, on the one hand, apparently involved in the processes At the same time, scholars went a step further in analyzing visual forms in music, increasingly focusing on the study of jazz, classical music and opera 7 . It is rather common for these musical genres and forms to appeal to the musical traditions of the past and/or represent history (specific historical themes and personalities that are usually easily read by viewer/listener). Such perspective requires going beyond 'traditional' disciplines of music studies, musicology and sociology of music. Concerning musicology and history, in recent years the scholars based in these fields "are engaging in similar inquiries and employing a common range of theoretical concepts" 8 . Grasping meaning, understanding, and learning how such experience is constructed and communicated through cultural objects and cultural practices are key-questions in the framework of new cultural history and new musicology. 4 Meanwhile, popular music is also able to 'use' the past as a tool for the expression of contemporary cultural content 'offering' models for different options of 'treating' the past. There are not only specific musical genres oriented on a detailed reconstruction of historical musical forms and recreation of atmosphere of a certain historical period 9 , but also the very practice of representation of the past and certain historical subjects are often an important part of the artistic language of popular music groups and performers. In this regard, a number of questions arise: How are representations of the past constructed in popular music? How are statements about the past arranged, what do they represent, and what/who do they focus on? What kind of 'history' is constructed in popular music?
In this context, it is possible to trace the structure and provide an explanation of the representations of the past in popular music only through understanding of popular culture specifics.
An initial point to make is that neither musicology nor sociology could bring a sufficient explanation to the subject; the narrow focus of these traditions does not allow seeing the majority of popular music features. The implications tend to remain at an implicit level. In many cases, if they were fully specified they would have been found to contradict other aspects of the theory in question. In this regard, the tradition of cultural studies provides the most efficient way of understanding popular culture and popular music. In this research, I will apply the popular music studies approach, but broaden the concept of popular music to include social institutions, practices and relations, where certain areas of cultural understanding are the result of a complex set of interactions between these social institutions. My intention is to transit from textual analysis (i.e.
the use of scores and other texts as the primary source) to the study of social institutions and cultural practices through which popular music functions in contemporary culture: the music industry, recording methods, presentation methods and distribution of musical products, the audiences and the different ways of reception, etc.
In this research, I will draw attention to the key features of the representation practices at all levels of popular music: production, presentation and reception. This corresponds to the specifics of popular music and its multi-level accounts, the modes of its function, as well as the basic institutions of popular music (recording, distribution and audience). Therefore, the image of the past cannot be 'read' only at one level -it concerns the implication of all levels. The account of all components of popular music as a social phenomenon can give a complete picture of how and what kind of the past is 'used' in particular case.
9 It is worth mentioning here folk-rock bands that are turned directly to the themes of the past remaking and rearranging folk songs and melodies. For example, the well-known British folk singer Philip Donovan (Donovan) is focused on medieval subjects, and musicians of popular British folk band Blackmore's Night 'catalogues' the past -they collect, reconstruct and rearrange Celtic, Norse and Germanic folklore using contemporary musical instruments and recreated instruments of the 13th-15th centuries.
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This paper will be focused on the following questions: What was the place of history in the British popular music during the 1960s? And how was it manifested musically and visually? As an example, I will address one of the most prominent bands of the British Invasion movement, the Kinks. Specificity of the thematic content of the band's lyrics, original musical solutions, theatrical live performances brought success to the Kinks and the title of "one of the most British rock band" 10 in the history of the British popular music.
The Kinks in the context of the mid-Sixties English pop
By the end of the 1960s, the post- ing to get a different guitar sound, to get a more unique feel for the record. In the end we used a basic tape-delay echo, but it sounded new, because nobody had done this since the 1950s" 28 .
In the context of the unavailability of the US market, on the one hand, and the lack of 'control' by the record label for the recording, on the other, the band principle songwriter Ray Davies thematically turned to subjects of British history and musically to the tradition of the British music hall. Musicologists Andy Bennett and Jon Stratton comment 29 , that the tradition of music hall, that appeared in Victorian England and also received widespread in Edwardian times, was permanent and was actively used by variety art musicians during the first half of the 20th century. On the wave of the folk revival of the 1950s, young singers and performers styled music hall in the repertoire they sang with more 'traditional' items. Music hall had been 'rediscovered' in a different sense at the turn of the 1960s. Despite the fact that other British invasion leaders the Beatles and the Rolling Stones also borrowed the music hall imagery, the Kinks embraced not only the external music hall style, but deeply adopted music form and subjects traditionally connected with the past. Turning to the emphasized British subjects (of the past), the Kinks transformed their appearance and distribution policy. The second main theme of the album was connected with issues of memory and memoirs submitted by representing subjects from personal and national past. "Yes people often change, 40 It distinguished the album, firstly, from the previous records of the Kinks, and secondly, from loud, amplified, and already distorted sound of British blues-rock bands of the late 1960s. Jon Stratton comments, "... the Kinks parallel the music-hall tradition in several ways: they establish stage personas ... then musical presentation makes use of traditionally non-rock instruments like tubas and kazoos; they appropriate various musical structures such as ragtime and honky tonk to create different layers of music; they employ witty sly plays on words" 48 .
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The set of musical instruments was expanded to include brass sections changing the songs' structure. The songs were simple with catchy major-key choruses and choppy rhythm that clearly sought to reproduce the sing-a-long character of earlier music-hall song. One more feature was a usage of special music hall singing. In the song 'Picture Book', the music was interrupted at the end presenting vaudevillian crooning, with assorted "yeall yeah yeahs", "na na nas", and even a "Scooby Dooby Doo" (lifted from Sinatra's 1966 hit, 'Strangers in the Night'). Three songs that opened the album ('The Village Green Preservation Society', 'Do You Remember Walter?', 'Picture Book') were recorded without the benefits of the modern studio equipment. If musicians was forced to rent a low-budget to record Something Else by the Kinks, it was a conscious move in the case of (The Kinks Are the) Village Green Preservation Society. The songs were 'naked raw records' without any sound amplification and without using multi-tracking recording to make song close to the sound of earlier music hall.
The musical texture of the album was also woven into the insert of the British folk songs.
According to musicians 49 , the Kinks included in their music elements of folk, focusing on the pioneers of the fifties folk revival Ewan MacColl and Peggy Seeger, who sought to preserve the traditions of British folk music. It should be noted that the subject of the preservation and maintenance of national traditions was especially actual in the 1960s. As Simon Featherstone notes 50 , the folk revival movement tightly intertwined with the revival of national dance, national cuisine and cooking, and gardening. According to Robert Colls, the music students of the 1950-1960 generation "had thrown off a musical inferiority complex foisted by European academics, only to be dazzled by the humble English folk song… Once English composers recognized the folk song as their kin, then England could be graced with a national music again" 51 . English folk song had become recognizable and popular among mass audience. In this context, the Kinks turned out to be one of the first English rock bands to 'catch' the new trends and managed to rediscover it in the framework of pop culture.
Giving theatrical performances, the Kinks presented a small play, played out on the stage 52 .
The musicians' stage presence was entirely shifted from the image of the British Invasion style to music hall and variety show theatrical appearance and scenery. and MOJO Navigator. Music critics found Ray Davis's threads of the UK interesting and in the American context "intriguingly exotic" 66 .
In this regard, moving away from the musical tendency of the late 1960s, the Kinks became emphatically insular British band that sang about "lost friends, draft beer, motorcyclists, wicked witches and flying cats" 67 . On the one hand, the Kinks were able to submit an outdated style of music hall in a new light, thereby defining their autonomy in relation to the American musical standards, and on the other hand, to begin the process of commercialization of 'Englishness' as a phenomenon -obviously British subjects helped to attract interest in the group from the American audience.
'Relevant history' of the Kinks
In accordance with the above, treatment of the past in the Kinks' songs occurred on different levels: themes, music, and presentation; this new for British musical culture tendency had proved to be popular with the British audience. Referring to historical subjects and characters, as well as purely national images that were easily read by the British audience, the mid-sixties pop musicians were determined and presented their attitude to social and political challenges of mod- Popular Music History, 2007, vol. 2, no. 1, p. 23. 16 became' by the model of nostalgic past. As Barry Faulk traces 69 , this intension was a beginning Nevertheless, the Kinks did not try to preserve the past, but actively creating on its basis a space for their own artistic realization (that is interconnected with the previous elements of the 'relevant history'). At the most basic level, these lines can be interpreted in two ways: firstly, there is no point living in the past, it is necessary to find new sources of identity; and secondly, it is needed to accept the past and try to find the foundations for identity in the past. The Kinks combined these two lines: firstly, understanding that the past is gone, but it is also an essential part of the present; secondly, the position of 'now' is deeply determined by the past, but since the past is a part of history, it cannot and does not need to be reconstructed. In this way, the Kinks did not contrasted 'then' and 'now' with the negative assessment of the current situation, and did not propose to reconstruct the state of 'then' (the past).
Undoubtedly, the Kinks were speaking about the past with some tinge of sentimentality and nostalgia, but an appeal to the past had been done through humor, sarcasm, and irony. On the one hand, represented in a humorous light history highlighted the lack of 'fixation' on the past and a lack of desire to reconstruct and restore it; on the other hand, it made it clear to the listener that the past was used basically as a 'spent material'.
Conclusion
In conclusion, representing the past as a tool for describing the present, using historical themes, images and characters in song lyrics and stage performances, the Kinks marked a new trend in the modernization of British popular music. Usage of the past in the Kinks' songs, the musical style and the presentation was taking to determine their place in the contemporary music scene, and more generally -the place of contemporary British pop music. Thus, the Kinks served the past as a tool for understanding and description of the present, the musicians were more focused on the concept of 'living' and 'relevant' history, and the past was taken to become a necessary element of their artistic language. Moreover, this practice has received support and understanding from the British audience, and the American audience was perceived as traditionally British.
On the wave of interest to the national past in England in the late 1960s, the band turned to the British music hall tradition, which was particularly relevant for the British audience. This Finally, I would like to stress the place of history in popular music. In accordance with the above, popular music appeals to the past and history in spite of the prevailing stereotypical notions of popular music as a phenomenon that is reversed only to the present and is devoid of a sense of the past. In the case of the British music culture this practice became one of the key elements that have been developed over the next decades and demonstrated as an important component to date. As it can be seen, the past often becomes a central concept, and the different modes of perception and patterns of work with the past in different ways determine the relation to the actual cultural content, 'working' closely with other cultural forms, and showing the complexity of the phenomenon of mass culture.
